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Earth, air, water, and fire--four basic elements--have given
me the opportunity to express my eclectic experiences into forms of
clay.

I have raised questions about my work pertaining to my con-

scious and subconscious to find how I see and feel about my work, in
order to see myself in terms of my past, present and future.

I have

thought about the reality and nonreality of my feelings and wondered
about the images and experiences that lie hidden in my subconscious,
that could create new meanings and ideas.
might relate certain ideas to my work.

I have also wondered how I

Through this wonderment, possi-

bilities have unfolded to bring a theme "Ceramic Feelings".
Aristotle believed in the philosophy that man's ability to
reason was what separated him from the other animals.

Man used this

reasoning early in his development in making use of clay.

Perhaps a

basket coated with mud was placed on a fire for cooking purposes.
Thus, the firing of clay evolved.

With such limited knowledge, began

the struggle of clay vs. its master.

From his confrontation with

nature, man attained a relationship between himself and his media. To
acquire more of an understanding of clay, one might look at the work
of the past.

To do this, however, man must turn chiefly to the area

of ceramics by studying the work of ancient cultures.
11

ceramics is derived from the Greek word,
11

11

Keramos

The word
meaning burnt
11

11
,

stuff".
Past civilizations, or cultures, as they may be, had definite
designs for specific utilitarian purposes.
1

Even though the utilitarian

2

purpose was well in mind, the artist of the past strived to make his
purpose more than an utilitarian need but that of an artistic expression. The Greeks, for example, had the Kylix, or drinking cup.
The Kylix existed for the specific, utilitarian purpose of dispensing
wine.

The Kylix was artistically designed in simple black and red

colors.
The main drive, or objective, in our expression has not changed
really, but instead, has broadened, taking the limits from its horizons.

Clay need no longer be shaped to form a functional container to

hold liquid for it has also become an object of aesthetic expression.
The need for the artist to supply the peoples of the world with functional, conventional pieces no longer exists.

In this day and age,

machines are available and more than able to become slaves of man, producing utilitarian needs of the populace, cheaper, quicker, and more
skillfully done than the craftsman could achieve.

Machines run by man,

control the need of other men, eliminating the need for craftsmen to
mass produce utilitarian objects.

There is no absolute solution to the

problem, as old solutions when employed seem only to create new
problems.

New goals must be set for the craftsman.

Art has become a living expression of man's existence, a meaningful human endeavor in which man comes to terms with himself, his
ideas, and emotions, as well as with the world around him.

The problem

of social confrontation in existing world affairs sets trends for many
of the themes being used in art today.

Using the happenings of the era

which direct specific responses from an audience has been used as a
facility by which an artist expresses his attitude or opinion for
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centuries.

Hieronymus Bosch was one of the many artists who used

this method well; in depicting man through a critical eye in his daily
life, he distorted the world which he painted in order to exemplify
his statements of the time.
In constructing my pieces, a series of the same objects was
used to produce the visual and emotional effect desired.

The objects

used were reproduced from commerically produced and naturally formed
objects made into plaster molds for duplicating purposes.

One of the

main objects employed in the series, was a young boy, a conforming
child who was a product of our environment.
and now his identity is lost.

He was made by a machine,

The boys are shown in tranquil, spacial

surroundings and are placed with various other objects on the clay
pieces in a manner to give a feeling of peace and security.
To express a peaceful environment, I used other living objects.
Fruits, as if from a cornucopia, are decorating some of my covered
jars.

The natural flowing design of the banana and apple along with

their joyful colors brings express contentment.

The orange and lemon

achieve a natural feeling with their exposed textural lines while the
natural color of the fruit gives a gay, happy feeling.
Throughout this course of study, I have been working on a
series of box-like structures.

With each one produced, I observed

progress in making a form that was completely an expression in itself.
I sought to make the box-like structures an environment which would
house a removable clay slide.
graphic images.

Upon this slide would be placed photo-

The photographic images would involve the box-like
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structure itself.

I sought to employ photography, not only because it

is of strong interest to me, but to broaden the limits of both
photography and ceramics.

I did not want only to place a photographic

image upon a piece of clay, but to relate an image to a clay environment.
In combining photographic images and ceramics, I first began
with a process of making photographic decals to be placed on the
ceramic piece.

I also experimented with liquid emulsion and photo-

silkscreening.

I found that the best results for my purposes were

achieved from the photo-silkscreening process.

The photo-silkscreen

image is achieved by transferring a negative image to a positive film,
a photographic stencil film; then the photographic stencil film is
adhered to a silkscreen.

After the silkscreen stencil is dry, it is

reproduced on the piece by spraying underglaze with an airbrush through
the silkscreen.
My last series consist of a collection of covered jar forms.
I felt compelled to work with a traditional form while seeking a new
means of expression.

The covered jars seemed a severing from the

traditional, preconceived idea of the utilitarian need for covered
jars to include that of an aesthetic expression.
To employ the genre effect on my jars, I turned to nature for
assistance.

Natural forms have existed because they have survived the

test of evolution.

Therefore, the usage of natural, organic objects

of clay seemed to be the correct form to follow.

On most of the jars

a natural form feel was achieved by first throwing one lip, wetting it,
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cutting it, letting it fall to rest upon the jar top, and then
proceeding to form a new lip to house the lid.
Working in a series of related ideas on consecutive pieces
enables the artist to engross himself in a creative endeavor, expressing himself through his work.

Each portion of the collectivity lends

itself to the excitement of seeing new ideas burst forth and mature.
My working in a series gave me the opportunity to employ the
glazing techniques that I have been working with during this course
of study.

On my covered jars I used high fired stoneware glazes, low

fire commercial glazes, lusters, and underglazes.

I applied these

different glazes by means of brush, pouring and spraying to create the
different glazing effects desired.
During my study, I came to know more clearly the power of the
kiln.

The kiln has always been regarded as a making or breaking

factor--a potential enemy as well as a friend.

The artist controls the

firing cycle with his accumulated knowledge of the kiln.

After the

kiln is loaded and the firing begins, the creator is possessed by
feelings of apprehension, suspense, and anxious expectations.

At this

time the breakage factor is greatest and the tension also increases
because the firing process requires many hours before the results can
be viewed.
All experiments involve the risk of possible failure.

Some

of the successful outcomes will not only serve as encouragement, but
also as ideas on how to achieve the desired results.

In order for

the artist to achieve these desired results, he must master the media
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and make it respond to his demands.

The media, or clay, should be

treated properly, giving it the respect that it deserves, so it shall
be able to react to the handler.

Clay in its plastic state is respon-

sive to the holder and may be manipulated into the various feelings
or desires the artist wishes to create.
In my work, I am concerned with the emotional link between
the potter and his art form.

Rather than portraying direct messages

of social concerns such as democracy, foreign aid, Viet Nam, or
pollution, I wish

my

work to convey a peaceful, happy, tranquil

atmosphere with an attempt to absorb some of the social concerns.
these reasons, I have used the theme, Ceramic Feelings
11

11
•

For

As the

artist becomes involved with his work, it is no longer just a clay
piece, but an inseparable segment of himself.

This growing, develop-

mental phase of my life does not finalize the attitudes I have about
my work, but instead, inspires me to experience more and to expand.

I 11 ustra ti ons
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Box-like structure, 3 pieces' low fire 05 glaze, luster, underglaze ,
decal; main piece 11

11

H x 8 1/2 W
11

9

"Move You r Chair, Susie 11
Covered jar; stoneware glaze cone 10 reduction, low fire 05 glaze ,
l ust er, oxide; 13 11 H

10

Covered jar ; stoneware glaze cone 10 reduction, salt, luste r; 12 11 H

11

Covered jar; stoneware glaze cone 6 oxidation, luster, decal, oxide;
10 1/2 11 H

12

Covered jar; stoneware glaze cone 10 reduction, l uste r, oxide; 9 11 H

13

Covered jar; stoneware glaze cone 6 oxidation , luster, underglaz e,
decal ; 9 1/2 11 H

14

Covered jar ; stoneware glaze cone 10 reduction , 1 uster , deca l; 9 11 H

15

Covered jar; stoneware glaze cone 10 reduction, l uster, underglaze,
decal; 12 H
11

16

/

Cov ered jar; stoneware glaze cone 6 oxidation, luster, underglaze,
oxide; 911 H

17

Covered jar; stoneware glaze cone 10 reduction , low fire 05 glaze,
luster, oxide; ·g" H

18

Covered jar; stoneware glaze cone 10 reduction, low fire 05 glaze,
l uster , decal, oxide; 8 H
11

19

Covered jar; stoneware glaze cone 10 reduction glaze, low fire 05 glaze,
luster, oxide; 911 H

20

Covered jar; stonewar~ glaza cone 6 oxidation, luster, decal; 10 1/2'' H

21

'

Covered jar; stonewar~ glaze cone 10 reduction glaze, low fire 05 glaze,
luster, decal, oxide; 9" H

22

"

Covered jar; stoneware. glaze cone 6 oxidation, luster, decal; 8 1/2 11 H

23

Covered jar; stoneware_ glaze cone 6 oxi_d ation, luster, underglaze,
decal, oxide; 10" H
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Covered jar; stonewar~ glaze cone 10 reduction, salt, low fire 05 glaze,
luster, underglaze, decal; 14" H

25

Covered jar; stoneware glaze cone 6 oxidation, luster, underglaze,
oxide; 1,1'' H

26

Covered Jar; stoneware cone 10 reduction, low fire 05 glaze, luster,
decal, oxide; 11 1/2" H

